In Romania, Shakespeare played an important role in the construction of Romania's cultural identity and in the reshaping of political awareness during the communist dictatorship. In recent years, the Bard's work has been translated into a contemporary, accessible Romanian language, with theatrical or musical adaptations targeted at a public whose tastes are shaped by popular culture. The authors discuss, from this perspective, two recent adaptations: The Taming of the Shrew (2005), acclimatized to contemporary Romanian realities (names, locations and folk music), and Romeo and Juliet (2009) that relocates the tragedy in the musical genre. The choice of two musical genres popular with the most widely spread segments of the public -the conservative, but less educated middle-aged group of non-theatre-goers and the youth -indicates an attempt, still new for the Romanian cultural market, to accommodate Shakespeare to the interests of two different communities of consumers, so far absent from this country's high culture circuit.
Introduction
The field of Shakespeare studies has, in the past decade, gained a new dimension in Romania. The notion of appropriation has become attractive for Romanian scholars, who see the advantages of an intercultural approach in the analysis of Shakespeare's reception. Looking into the dynamics of the contact between the mainstream and the sub-culture, between the national and the global identity, but also between the international and the local/ regional culture, has been a fruitful line of theoretical investigation recently. In Romania, several projects have focused on Shakespeare's assimilation and on the relevance of his work, at a given moment, for the Romanian society, education, political views, etc. (Matei-Chesnoiu 2006 , 2007 . The translations, dramatic productions and critical response to Shakespeare have served numerous purposes during the one century and a half since the English playwright gained visibility in the Romanian Principalities. The first translation was published in the 1850s, in a period when this region was attempting an opening towards cultural and linguistic integration among the well developed western nations. The translation of Shakespeare's great tragedies contributed thus to the crystallization of the modern Romanian language. Under the pressure of the Junimea movement (an influential cultural association, with an influence on the political life and ideological discourse of the time), the nineteenth century translations and performances have a more radical component, echoing the ideals of the 1848 European movements. The next significant moment in the history of Shakespeare's appropriation is the communist period. After the proletcult of the 1950s, relative liberalization and the strategic relaxation of state surveillance occurred during the early years of Ceauşescu's rule. Some freedom of expression fostered the rehabilitation of major literary figures and the temporary opening towards the West triggered the translation and publication, during two decades, of a record number of literary works. Shakespeare's Complete Works were translated for the first time, Shakespearean criticism in Romanian was also published, and this engendered a flurry of Shakespearean performances in theatres all around the country, whose reception by the general public was channelled by numerous well-informed literary reviews. The broadcast, by the Romanian television, of the classical BBC Shakespeare series transformed Shakespeare into a familiar figure, while his themes and characters joined the local cultural circuit. In the 1980s, the darkest period of communism, Shakespeare was massively used for subversive purposes on the Romanian stage. Starting from his won assumption (Elsom 1994) , that Shakespeare is more contemporary in some historical moments and in some countries, the British critic famously noted during the 2003 Craiova Shakespeare Festival (a prestigious event, taking place on a yearly basis in Romanian theatres, with international participation):
As to Shakespeare, I think that each nation sees and interprets him today according to how much they have suffered. In my opinion, the rich America and Britain -a country which has experienced no real tragedy on a national scale for a long time -are more remote from Shakespeare's world, tormented by horrible tragedies, than you, the people in the countries of Eastern Europe. Especially the Romanians, who went through Ceauşescu's terror, sympathize, I think, more intensely, with the heroes' sufferings in the Shakespearean drama. This is why, when they play Shakespeare, the Romanian artists always go to the core of the matter. (interview taken by Silvia Kerim 2003: 17, our translation) In Elsom's opinion, the dehumanization perpetrated by the absurd communist regimes in Eastern European countries may be paralleled to a sort of primitivism typical of pre-modern eras, when there was no notion of human rights. Consequently, this would enable the audiences of former communist countries to experience a feeling of kinship with Shakespeare's protagonists through the hardships endured.
Recently, an ambitious project of re-translating Shakespeare's Complete Works has been initiated by Prof. George Volceanov, with a view to making the literary canon more accessible to the general public, especially the younger generation, who has got acquainted with Shakespeare due to Hollywood spin-offs, but is still put off by the difficult, archaic and obscure language of the Romanian translations that have been attempted so far. The first four volumes of this new collection have already been released by the Bucharest-based publishers Paralela 45, as follows: Sonnets. The Tempest, Works, vol. I, 2010; Hamlet, Works, vol. II, 2010; Twelfth Night. Two Noble Kinsmen. The Merry Wives of Windsor, Works, vol. III, 2010; The Taming of the Shrew, King John, A Midsummer Night's Dream, Works, vol. IV, 2011. The opening produced by the fall of the Iron Curtain in 1989 resulted in a massive re-evaluation of the agenda of the Romanian theatres, as well as the processing of classical productions, so as to respond to the aesthetic expectations and cultural needs of the twenty-first century theatre-goers, with substantial intertextual references. Thus, pop culture, film culture, urban culture, consumerism, and Romanian folklore are blended in the recent adaptations of Shakespeare's work, in an effort to address major moral and social topics, which are valid despite the distance in space and time. This paper focuses on two such recent Romanian adaptations, namely a musical production of Romeo and Juliet (2009) Although similar to the 1996 Hollywood success (Romeo + Juliet, directed by Baz Luhrmann) in terms of costumes, as it mixes medieval outfits with modern biker leather trousers and jackets, the Romanian production is original in the manner in which it rewrites the parts which are adapted to the twenty-first century context. Thus, Romeo comes across as a cocky playboy, who spends his life partying and enjoying life's pleasures, much like Romanian football players and young socialites, the offspring of Romania's nouveau-riches -easily recognizable portraits, since the Romanian media have an appetence for this type of contemporary, prominent society figures. These representatives of the young, urban segment are sometimes highly controversial public figures, appearing as both arbiters of fashion and loathed initiators of social scandals.
ii Performed so as to cater for the consumerist tastes of pop culture generations, the musical capitalizes on the motif of sexuality by means of erotic dance, provocative posture, and bright red outfits and accessories.
This approach transforms Juliet into a standard teenager of our time, her attractiveness residing in her sex appeal, rather than the virginal looks of the Shakespearean heroine. Consequently, the red colour becomes a symbol of her conformism to the mandates of her generation: first, Juliet wears a red dress at the ball, while, later, she wears red shoes when her parents are arranging her marriage to Paris. The assumption is that the young woman's obedience has moved, from the level of patriarchal authority and family conventions, in the Elizabethan tragedy, to the province of her peer-group's conventions. At the same time, the object which increases her attractiveness may also have an intertextual value: the symbolic weight of the red shoes is given by the reference to "The Red Shoes" plot (1948 film, directed by Michael Powell and Emeric Pressburger, and 1993 Broadway musical based on the film). The shoes are made to suggest that a woman is always forced to choose between, on the one hand, honouring her family by obeying her father and marrying well, and, on the other hand, marrying the man she loves and being happy.
What is perhaps most striking in the Romanian adaptation of Romeo and Juliet is the character of Juliet's mother, who is also much more sexualized than in Shakespeare's original play. When she is not wearing red -with the same connotations -she is seen snuggling with a man younger than her husband. Her outrageous behaviour may mirror Juliet's own with Romeo, but simultaneously, it may imply that, since her husband seems to take all the important decisions about the lives of women in the family -wife and daughter -, her agency is restricted to her own body.
In sharp contrast with the red outfits that Juliet wears throughout the play, in the tomb scene, her final costume is entirely white, including the hairnet, pointing to her dying a virgin. At the same time, however, Juliet's white dress may be interpreted in the context of Romanian folklore, according to which, if a girl dies a maid, she will be buried in white so as to suggest her union with God (Marian 2000) .
Another striking change from the Bard's play is that the Romanian Romeo does not drink poison, but hangs himself beside his beloved's sleeping body. When Juliet wakes up from her slumber and finds him dead, she commits suicide by hanging herself too. Despite the absence of blood, this ending is perceived as more violent and taboo-breaking by the audience, given the Romanian literary history of hangings. Several of the important Romanian novels (the nineteenth century and inter-war realism especially) use the motif of hanging extensively, both self-inflicted, the consequence of a failed romance (Ana in Liviu Rebreanu's Ion, 1920) , and a common judicial act, the capital punishment used in military courts (an alternative to shooting, as encountered in Liviu Rebreanu's account of World War I, Pădurea spânzuraţilor, "The Hangmen's Forest," 1922). Moreover, hanging is a major trope in the Romanian cultural and social history, being associated with patriotic resistance and martyrdom, many of the eighteenth and nineteenth century leaders of social, political, and ethnic revolts being hanged by the authorities. Such historical and legendary figures (highwaymen and unruly farmers mostly) have always enjoyed a substantial amount of popular support, their subsequent hanging being regarded not as the capital punishment for robbery, insubordination, and sabotage, but as the ultimate sacrifice in the name of ideals of class equality and national independence (Holban 1968 (Holban -1971 (Cesereanu 2005) . The songs themselves contain a simplistic, stereotypical vocabulary, sometimes even vulgar and misogynistic, focusing on such key concepts as money, fancy cars, women and "enemies" (i.e. "envious people," in Romanian, duşmani, a defining keyword for this song genre).
Another 2009 dramatic adaptation of Romeo and Juliet was equally unconventional, though the register (and the medium) was different. There are several elements which contributed to the production's unconventionality: the staging in an unconventional space (the terrace of La Scena, a bar in Bucharest), the announcement of the production in the style and format of a wedding invitation, the replacement of the traditional balcony with a ladder, the actors' continuous movement, going up and down the stairs of the terrace, etc.
A further feature of interest in the musical performance is the insertion of ethnic elements in a tragedy about a family feud (Sârbu 2009 . Since the show arrived in Romania via the Hungarian stage, the Bucharest production relied on a co-operation between the "Ion Dacian" Operetta Theatre and the Operetta Theatre in Budapest, with an entire team of Hungarian actors, dancers, and choreographers working together with the Romanian artists and organizers. At the level of the plot, this co-operation is materialized in the cast, which has Hungarian actors embodying the members of the Capulet family and the Romanian team acting as the Montagues. This ethnic dimension transforms the domestic misunderstandings of two rival clans into a social and political issue. The absurd imposition of enmities between individuals belonging to different interest groups conveys the idea of the arbitrariness of social conflicts, in this particular case, the ethnic conflicts. The street fights between members of the two families in the play have a disturbing effect on the audience when individuals speaking two different languages are involved, reminding of one of the most embarrassing moments in the history of post-communist Romania: the ethnic conflicts between the Romanian and the Hungarian inhabitants of Târgu-Mureş, in central Transylvania (1990) . These conflicts resulted in street fights and numerous casualties -an overall violent dispute orchestrated by the far-right movement, on the increase in the first years after the fall of communism. At the same time, it was an event with few reverberations in the Romanian society of the 1990s. Ethnic conflicts and xenophobia have, nevertheless, a particularly disquieting echo in Eastern European geopolitics, and this dimension cannot be missed by any Eastern European audience.
The way in which the musical dealt with this raised several other issues. The Romanian premiere followed the production of Romeo and Juliet on the Hungarian stage, in early 2009. In Budapest, the Romanian actors and dancers played the parts of the Capulets, while the staff of the Operetta and Musical Theatre in Budapest starred as the Montagues. The show was performed during the Budapest Biennial, the Festival of the Hungarians across the Borders, and the idea of a mixed cast enjoyed tremendous success, being also perceived as a consecration of the professional partnership between the two institutions, which are founding members of the European Musical Theatres' Union. In Bucharest, the producers reversed the ethnic and linguistic roles, having Romeo speak Romanian, and Juliet -Hungarian. Throughout the play, actors playing members of the two families exchange lines in their own language. This dramatic vision of director Ernest Fazekas offers obvious solutions for the tragedy of misunderstanding and feud: the actors/ characters who swap roles, ethnicities, and languages, their ability to understand one another's lines despite the linguistic barrier, imply that plurilingualism and intercultural communication are facilities at hand in the globalized contemporary society.
Enter Romanian Folklore
Comparatively, The Taming of the Shrew was presented by the National Theatre in Constanţa in 2005 and was later staged in Bucharest. The adaptation is directed by the American Paul Bargetto, a former student of Romanian-born director Andrei Şerban at Columbia University, New York, who became enchanted with Romanian folklore (Manoilă 2005) . It soon became as popular as Romeo and Juliet, and was played up to 2007.
The play was adapted to the present-day Romanian context by Saviana Stănescu, a Romanian theatre specialist who lives in New York. Although the storyline is basically the same -the "taming" of Katharina, who eventually falls in love with the man she is coerced into marrying -, the 2005 production simplifies the implications of the original plot, reducing the theme of the battle of the sexes to a pop romance, spiced up with a pinch of Romanian cultural stereotypes.
Much like the Romeo and Juliet musical, The Taming of the Shrew contains moments of dancing, which are blended into the Shakespearean narrative. The originality of the approach consists of the unlikely mixture between classical ballet and Romanian folk song and dance, which can be tracked down to the historical province of Moldavia (Moldova, in Romanian), this location being distinctly mentioned in this acclimatized version of the English comedy. Moldavia, an eastern region of Romania, is an area rich historically but rather poor economically, which makes it a perfect setting for the impoverished, though experienced Petruchio.
All male characters in the adaptation carry guns, which replace the original swords and remind of standard visual representations of the eighteenth and nineteenth-century Romanian highwaymen, who used to rob the rich -and the Turks (the Romanians' arch-enemy) -in order to help the poor, but, more importantly, who lived by their own rules. This additional meaning alters Petruchio's original portrayal as an adventurer, defined, in early modern terms, as explorer and soldier: in Shakespeare's play, the young man informs his new friends that he was driven to Padua by the need to gain mature experience from travelling:
Such wind as scatters young men through the world, To seek their fortunes farther than at home Where small experience grows. (I, 2, 48-51); that he travelled by sea -"Have I not heard the sea, puffed up with winds, / Rage like an angry boar chafed with sweat?" (I, 2, 199-200) , and that he had experience in warfare:
Have I not heard great ordnance in the field, And heaven's artillery thunder in the skies? Have I not in a pitched battle heard Loud larums, neighing steeds, and trumpets' clang? (I, 2, 201-4) In the Romanian adaptation, the explorer/ soldier -a heroic figurebecomes a spokesperson of sub-cultural groups, whose armed aggressiveness is to be seen as a survival strategy in the hostile urban environment of late modernity.
Modern insertions in the play, against a classic backdrop, include the huge poster of a grinning, bare-chested Petruchio, making him the caricature of a playboy with a high self-esteem. Secondly, there is the folk music band, clothed in traditional Romanian folk dress, whose presence and tunes, outside of the play's action, embed the critical evaluation of the plot and characters, carrying out the function of the chorus in the ancient Greek tragedies. In contrast with the band's folk outfits, the actresses flaunt elegant pastel dresses, designed by one of the most celebrated and well-paid artists in today's Romanian fashion, Doina Levintza. The glamour and femininity of these costumes are meant to single out Katharina's personality even more dramatically, as she walks around in trousers -a vestimentary sign of her male, authoritative nature.
The soundtrack has a strong intertextual function. An example is one of the songs which had a great impact on the audience, Ciuleandra, a very energetic Moldavian song and dance, which begins with slow steps only to progressively hasten its rhythm, conveying the sense of an outburst of wild passions. Historically, the dance was performed by the priestesses of the Sun to help the "chosen one" cross over and plead with the Thracian gods for the forgiveness of the living (Ion 2009 ). According to local superstitions, it is also the event where each man can find his future bride. Usually danced out of the city, close to forests or fields, this dance is -as Ion Bratu (2004) argues -the physical representation of the emotions and motivations of virgin girls, standing for a ritualistic initiation into the mysteries of womanhood. From this point of view, the song alludes to Katharina's evolution from a feared virago to a woman eligible for marriage. The more transparent import of Ciuleandra is, however, given by the link to a well-known Romanian novel by the same name, written by Liviu Rebreanu in 1927, which actually consecrated the Moldavian piece. It was due to Rebreanu's influential endorsement that Ciuleandra -the folk dance became known to a country-wide public and came to be associated with the book's plot. In the novel Ciuleandra (2002), a young man in search of a bride sees a girl dancing the homonymous dance on his father's estate and decides to marry her, despite her reluctance. Their arranged marriage ends up in murder, as the husband Puiu, maddened by his wife's indifference, strangles her. Ashamed by his son's behaviour, the authoritative father has Puiu committed to a lunatic asylum, trying to avoid an imminent arrest for murder. As Puiu tells his life story to the doctor in the asylum in retrospect, it is gradually revealed that Puiu's problems stem from his having grown up without a mother. It is the absence of a genuine motherfigure and an overprotective father that lead the young man to murder his wife because he cannot easily relate to her, seeing her first as a sister rather than a wife. As she feels out of place in the city and has even her identity reconstructed (her name Mădălina is altered into the more sophisticated French name Madelaine), the girl becomes increasingly quieter and apathetic. Unable to understand his wife's attitude, Puiu develops an obsession over it, which finally leads him to murder.
The 1985 film adaptation of the book, directed by the famous Romanian director and actor Sergiu Nicolaescu, features the Ciuleandra dance in the very beginning when the two young people meet and fall in love. It is this song that lies at the filmic portrayal of Puiu's madness, as it comes to haunt him throughout the story. The song was culled by Maria Tănase in the mid-twentieth century and it is still played in the artist's very peculiar style. For Romanian folk music lovers, this song is inseparable from the singer who popularized it country-wide.
When Petruchio and Katharina get married on the Romanian stage, director Paul Bargetto exploits another Romanian folk wedding ritual, the grieving tune, Ia-ţi mireasă ziua bună (roughly translated as "Bride, say farewell"), a sad song about the bride's separation from her family and friends, and about the reconsideration of allegiances, as the bride now has to love her husband's family more than her own. Marian (2000: 187, 253-254) argues that the apparent paradox between the joy of the occasion and the gloom and lyricism of the musical genres sung at the event is justified by the dramatism of the transformation which occurs in the bride's life. In a traditional wedding ritual, it is compulsory for the bride to weep, in recognition of the mature responsibilities implied by married life. This song is usually sung/ played either as the bride is getting dressed for the wedding, in her parents' home, or towards the end of the wedding feast, when she is helped by the godmother to take off the wedding veil and replace it with a red scarf, conveying the girl's transformation into a woman in two ways: the consummation of the marriage and the internalization of domestic duties (the scarf being worn, in rural Romania, by married women, while single women are bare-headed, the headdress being associated with household chores). This tune vividly calls to the Romanian audience's mind Katharina's reluctance to get married, as well as the need to make choices and identify her priorities as Petruchio's wife.
The history of The Taming of the Shrew on the Romanian stage is not as long and rich as that of the great Shakespearean tragedies, but it is illustrative of the peculiarities of Shakespearean appropriation in Romania. The play was adapted for the radio, in an educational attempt similar to that of the BBC Shakespeare series (in the 1980s, such a production included the great names of Romanian theatre and cinema, while a remake was also broadcast in 2007). The comedy performed in the Romanian translation was given a prestigious aura in 2001, when, for the 2000 Bulandra Theatre production, Oana Pellea (one of the best known Romanian actresses of the newer generation) received the Romanian Theatre Union's best actress award, for Katharina's role. The play was permeated with exoticism when it was staged, in Sibiu in 2006, by a Japanese acting company, directed by Hisao Takase. The Romanian-born director Andrei Şerban was also attracted by the plot, presenting it to the American public in 1998, with ART -the American Repertory Theater company -in 1998. To him, The Taming of the Shrew is one of Shakespeare's most disturbing plays (Cummings 1998) , which has to be produced accordingly, while other directors' insertion of feminist comments is anachronistic. Director Mihai Măniuţiu's version (the abovementioned Bulandra performance, with Oana Pellea as Katharina) offers a literal reading of Shakespeare's plot (and of the play's title). The red sand scattered on the stage makes it look like a circus ring, on which the taming act is performed in front of the audience. The animal trainer's job is supposedly dangerous, as well as outlandish, given the male protagonist's costume -the outfit of a tropical explorer, provided with a backpack. Katharina's presence is dual: as an entrapped circus animal, she is a victim, vulnerable despite her reluctance to do the expected tricks; on the other hand, her Amazon-like looks and her accessories -a loaded gun, which she uses to threaten her pursuer -make a hunted hunter out of her (Constantinescu 2000) .
Aftermath
As with all loose adaptations of classical plays, the critical reception of Romeo and Juliet and The Taming of the Shrew was mixed. The adaptation of Romeo and Juliet by director Ion Cărmăzan at Nottara Theatre in Bucharest in 2008, advertised as "the love story of the new generation" (Botezatu 2008) , had raised very high expectations. However, it was generally received as a disappointment, because of the unsuccessful attempt to insert every-day Romanian culture in the classical plot. The humour in the new Romanian lines and in the actors' acrobatic feats was received as gross, rather than fresh. When the same production was staged again in La Scena, many reviewers praised the novelty of Ioan Cărmăzan's vision, for the way it brings together surrealism and the purity of love (Mitrea 2009 ), while others stuck to their first opinion, considering the actors' eroticism embarrassing, and comparing this approach with the 1993 production of Romeo and Juliet at the National Theatre Bucharest, in which the balcony scene was moved in a bath tub -a pointlessly lascivious transgression (Botezatu 2008) .
Similarly, the 2005 production of The Taming of the Shrew was received with great enthusiasm by some critics, for its modern vision, grandeur, intertextual references and multicultural approach (Manoilă 2005) . Other critics, however, found the mixture of highbrow culture and folklore cumbersome, while the producers' effort to please the motley composition of theatre-goers in Romania was deemed pointless and degrading (Modreanu 2006) . Previous productions of The Taming of the Shrew were received in the same manner. To take the 2000 Bulandra production as an example again, reviewers applauded the comedy, describing it with epithets like "fabulous imagism" and "utopian" (Patlanjoglu 2000) , or complained about its directness and the sheer display of physicality (Constantinescu 2000) .
Nevertheless, drawing on popular culture and Romanian folklore, both plays seem to have stirred the public's curiosity and interest into (re)reading Shakespeare's work, offering new insights into two of the Bard's classic plays by exploiting sexuality -as in Romeo and Juliet - iii See, for example, the databases on anti-communist movements in 1940s-1950s Romania (cf. www.procesulcomunismului.com/marturii; www.crimelecomunismului.ro) -disclosed, among others, by the reports of IICMER -The Institute for the Investigation of Communist Crimes and the Memory of the Romanian Exile, a body subordinated to the Romanian Government. The political resistance of anti-communist fighters in the years of Stalinist terror, commonly referred to by communist propaganda as the "Legionnaire [Fascist] Nests," was organized as guerrillas in uninhabited areas such as the Făgăraș or the Anina Mountains. Of all forms of dissidence, this was the most dreaded by the communist authorities and was suppressed violently. iv The first commercial channel in post-communist Romania, perceived by the public as an institution mainly supporting productions for the younger age group and for the less educated segment of the population. v An approximate translation would be "Sub-urban Story," the original Romanian title being a pun with intertextual references to the 1961 American musical West Side Story, whose Romanian translation is Poveste din cartierul de vest.
